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Boxes	 Pit	Tier	 136	 4	in	each	of	34	boxes	
	 Grand	Tier	 132	 4	in	each	of	33	boxes	




	 Upper	Tier	 144	 4	in	each	of	36	boxes	
	 Gallery	Tier	 64	 4	in	each	of	16	boxes	
Pit	 Stalls	Reserved	 294	 	
	 Stalls	Unreserved	 193	 	
Amphitheatre	 Reserved	 320	 	
	 Not	Reserved	 600	 	











Pit	tier	 34	 220	 7,480	
Grand	Tier	 33	 240	 7,920	
Upper	Tier	 36	 200	 7,200	
Gallery	Tier	 16	 150	 2,400	
	
TOTAL	 	 	 25,000	Guineas	



































































































































































































































































	 	 SEATS	 TICKET	PRICES	 	 	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	 	
Pit	tier	 34	 136	 8	 8	 	 	 285	 12	 	
Grand	Tier	 35	 140	 8	 8	 	 	 294	 	 	
Upper	Tier	 11	 44	 4	 4	 	 	 46	 4	 	
Upper	Tier	 11	 44	 3	 3	 	 	 34	 13	 	
Gallery	Tier	 14	 56	 2	 12	 6	 	 36	 15	 	
	 	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 486	 486	 	 30	 	 	 729	 	 	
Balcony	Stalls	 116	 116	 	 15	 	 	 86	 5	 	
Amphitheatre	 61	 61	 	 10	 6	 	 32	 	 6	
Amphitheatre	 211	 211	 	 7	 6	 	 79	 2	 	
Amphitheatre	 64	 64	 	 5	 	 	 16	 	 	
Gallery	Tier	 600	 600	 	 2	 6	 	 75	 	 	
	 	 	 	 	 	 	 	 	 	






















































































































































	 	 SEATS	 TICKET	PRICE	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	tier	 34	 136	 8	 8	 	 285	 12	 	
Grand	Tier	 35	 140	 8	 8	 	 294	 	 	
Upper	Tier	 11	 44	 4	 4	 	 46	 4	 	
Upper	Tier	 11	 44	 3	 3	 	 34	 13	 	
Gallery	Tier	 14	 56	 2	 12	 6	 36	 15	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 304	 304	 1	 1	 	 319	 4	 	
Orchestra	Stalls	 182	 182	 1	 1	 	 191	 2	 	
Balcony	Stalls	 56	 56	 1	 1	 	 58	 16	 	
Balcony	Stalls	 50	 50	 	 15	 	 37	 10	 	
Amphitheatre	 61	 61	 	 10	 6	 32	 	 	
Amphitheatre	 211	 211	 	 7	 6	 79	 2	 6	
Amphitheatre	 64	 64	 	 5	 	 16	 	 	
Gallery	Tier	 600	 600	 	 2	 6	 75	
	
	 	



























	 	 SEATS	 TICKET	PRICES	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	tier	 34	 136	 5	 5	 	 178	 10	 	
Grand	Tier	 35	 140	 5	 5	 	 183	 15	 	
Upper	Tier	 11	 44	 2	 	 	 22	 	 	
Upper	Tier	 11	 44	 1	 	 	 11	 	 	
Gallery	Tier	 14	 56	 1	 	 	 14	 	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 304	 304	 	 15	 	 228	 	 	
Orchestra	Stalls	 182	 182	 	 10	 6	 95	 11	 	
Balcony	Stalls	 56	 56	 	 15	 	 42	 	 	
Balcony	Stalls	 50	 50	 	 10	 6	 26	 5	 	
Amphitheatre	 61	 61	 	 5	 	 15	 5	 	
Amphitheatre	 211	 211	 	 3	 	 31	 13	 	
Amphitheatre	 64	 64	 	 3	 	 9	 12	 	
Gallery	Tier	 600	 600	 	 2	 	 60	 	 	
	 	 	 	 	 	 	 	 	
























	 	 SEATS	 TICKET	PRICES	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	tier	 6	 24	 4	 10	 	 27	 12	 	
Grand	Tier	 35	 140	 4	 10	 	 157	 10	 	
Upper	Tier	 11	 44	 2	 8	 	 26	 8	 	
Upper	Tier	 11	 44	 2	 8	 	 26	 8	 	
Gallery	Tier	 0	 0	 	 	 	 	 	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 304	 304	 	 15	 	 228	 	 	
Orchestra	Stalls	 182	 182	 	 12	 	 109	 4	 	
Stalls	Circle	 74	 74	 	 12	 	 44	 8	 	
Stalls	Circle	 128	 128	 	 10	 6	 67	 4	 	
Balcony	Stalls	 56	 56	 	 10	 6	 28	 8	 	
Balcony	Stalls	 50	 50	 	 7	 6	 18	 15	 	
Amphitheatre	 111	 111	 	 7	 6	 41	 12	 6	
Amphitheatre	 211	 211	 	 6	 9	 71	 4	 	
Amphitheatre	 64	 64	 	 5	 9	 18	 8	 	
Gallery	Tier	 600	 600	 	 3	 	 90	 	 	
	 	 	 	 	 	 	 	 	
TOTAL	 	 2,032	 	 	 	 £955	 9s	 9d	













































































































































































































































































































































































































	 	 SEATS	 TICKET	PRICE	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	tier	 6	 24	 9	 9	 	 56	 14	 	
Grand	Tier	 35	 140	 9	 9	 	 330	 15	 	
Upper	Tier	 11	 44	 4	 4	 	 46	 4	 	
Upper	Tier	 11	 44	 3	 3	 	 46	 4	 	
Gallery	Tier	 0	 0	 	 	 	 	 	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 304	 304	 1	 5	 	 380	 	 	
Orchestra	Stalls	 182	 182	 1	 5	 	 227	 10	 	
Stalls	Circle	 74	 74	 1	 26	 	 83	 5	 	
Stalls	Circle	 128	 128	 1	 	 	 128	 	 	
Balcony	Stalls	 56	 56	 	 18	 6	 51	 16	 	
Balcony	Stalls	 50	 50	 	 18	 6	 46	 5	 	
Amphitheatre	 111	 111	 	 12	 	 66	 12	 	
Amphitheatre	 211	 211	 	 8	 6	 89	 13	 6	
Amphitheatre	 64	 64	 	 5	 9	 18	 8	 	
Gallery	Tier	 600	 600	 	 3	 	 90	 	 	
	 	 	 	 	 	 	 	 	































































































































































































































































































































































































































































































































































































































































































































































































































































































































	 	 SEATS		TICKET	PRICES	 TOTAL	REVENUE	 	
	 	 	 £	 s	 d	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	Tier	 6	 24	 9	 9	 	 56	 14	 	
Grand	Tier	 35	 140	 9	 9	 	 330	 15	 	
Upper	Tier	 11	 44	 4	 4	 	 46	 4	 	
Upper	Tier	 11	 44	 4	 4	 	 46	 4	 	
Gallery	Tier	 0	 	 	 	 	 	 	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 304	 304	 1	 5	 	 380	 	 	
Orchestra	Stalls	 182	 182	 1	 5	 	 227	 10	 	
Stalls	Circle	 74	 74	 1	 2	 6	 83	 5	 	
Stalls	Circle	 128	 128	 1	 	 	 128	 	 	
Balcony	Stalls	 56	 56	 	 18	 6	 51	 16	 	
Balcony	Stalls	 50	 50	 	 18	 6	 46	 5	 	
Amphitheatre	 111	 111	 	 12	 	 66	 12	 	
Amphitheatre	 211	 211	 	 8	 6	 89	 13	 	
Amphitheatre	 64	 64	 	 5	 9	 18	 8	 	
Gallery	Tier	 600	 600	 	 3	 	 90	 	 	
	 	 	 	 	 	 	 	 	











































































































































































	 TICKET	REVENUE	 	 	 OCCUPANCY	
	 	 	 	 	 	 SEASON’S	REVENUE	
	 Total	£	 s	 d	 £	 S	 %	 £	 s	
BOXES	 	 	 	 	 	 	 	 	
Pit	Tier	 56	 14	 	 	 	 	 	 	
Grand	Tier	 330	 15	 	 	 	 	 	 	
Upper	Tier	 46	 4	 	 	 	 	 	 	
Upper	Tier	 46	 4	 	 	 	 	 	 	
Gallery	Tier	 	 	 	 	 	 	 	 	
Total	Box	Revenue	 	 	 	 479	 17	 58%	 278	 6	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 330	 	 	 	 	 	 	 	
Orchestra	Stalls	 227	 10	 	 	 	 	 	 	
Stalls	Circle	 83	 5	 	 	 	 	 	 	
Stalls	Circle	 128	 	 	 	 	 	 	 	
Total	Stalls	Revenue	 	 	 	 818	 15	 76%	 622	 5	
Balcony	Stalls	 51	 16	 	 	 	 	 	 	
Balcony	Stalls	 46	 5	 	 	 	 	 	 	
Total	Balcony	Stalls	 	 	 	 98	 1	 92%	 90	 4	
Amphitheatre	 66	 12	 	 	 	 	 	 	
Amphitheatre	 89	 13	 	 	 	 	 	 	
Amphitheatre	 18	 8	 	 	 	 	 	 	
Gallery	Tier	 90	 	 	 	 	 	 	 	
Total	Amphitheatre	and	Gallery	 	 	 264	 13	 96%	 254	 16	
TOTAL	 	 	 	 	 	 	 £1,244	 16s	













































































































	 	 SEATS	 TICKET	PRICES	 	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 	£	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	Tier	 6	 24	 12	 12	 	 75	 12	 	
Grand	Tier	 35	 140	 12	 12	 	 441	 	 	
Upper	Tier	 11	 44	 12	 12	 	 138	 12	 	
Upper	Tier	 11	 44	 12	 12	 	 138	 12	 	
Gallery	Tier	 0	 0	 	 	 	 	 	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 304	 304	 2	 2	 	 638	 8	 	
Orchestra	Stalls	 182	 182	 2	 2	 	 382	 4	 	
Stalls	Circle	 74	 74	 1	 15	 	 129	 10	 	
Stalls	Circle	 128	 128	 1	 10	 	 192	 	 	
Balcony	Stalls	 56	 56	 1	 5	 	 70	 	 	
Balcony	Stalls	 50	 50	 1	 5	 	 62	 10	 	
Amphitheatre	 111	 111	 	 20	 	 111	 	 	
Amphitheatre	 211	 211	 	 15	 	 158	 5	 	
Amphitheatre	 64	 64	 10	 6	 	 33	 12	 	
Gallery	Tier	 600	 600	 5	 9	 	 172	 10	 	
	 	 	 	 	 	 	 	 	























	 	 	 SEATS	 TICKET	PRICES	 TOTAL	REVENUE	
	 	 	 	 £	 s	 d	 £	 s	 d	
	 BOXES	 	 	 	 	 	 	 	 	
	 Pit	Tier	 6	 24	 12	 12	 	 75	 12	 	
	 Grand	Tier	 35	 140	 12	 12	 	 	 441	 	
	 Upper	Tier	 11	 44	 12	 12	 	 	 138	 12	
	 Upper	Tier	 11	 44	 12	 12	 	 138	 12	 	
	 Gallery	Tier	 0	 	 	 	 	 	 	 	
	
	 INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
	 Orchestra	Stalls	 304	 304	 3	 3	 	 957	 12	 	
	 Orchestra	Stalls	 182	 182	 3	 3	 	 573	 6	 	
	 Stalls	Circle	 74	 74	 2	 12	 	 194	 5	 	
	 Stalls	Circle	 128	 128	 2	 7	 	 300	 15	 	
	 Balcony	Stalls	 56	 56	 1	 11	 6	 88	 12	 	
	 Balcony	Stalls	 50	 50	 1	 11	 6	 78	 13	 	
	 Amphitheatre	 111	 111	 	 12	 	 66	 	 	
	 Amphitheatre	 211	 211	 	 8	 6	 89	 	 	
	 Amphitheatre	 64	 64	 	 7	 6	 24	 	 	
	 Gallery	Tier	 600	 600	 	 7	 6	 225	 	 	
	 	 	 	 	 	 	 	 	 	
























































































































































































































































































































































































































































































































































































































































































































































































































































































































	 	 SEATS	 TICKET	PRICE	 TOTAL	REVENUE	
	 	 	 £	 s	 d	 £	 s	 d	
BOXES	 	 	 	 	 	 	 	 	
Pit	&	Grand	Tier	 17	 68	 9	 9	 	 160	 13	 	
Balcony	 7	 28	 4	 4	 	 28	 8	 	
	 	 	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 245	 245	 	 23	 	 281	 15	 	
Orchestra	Stalls	 245	 245	 	 23	 	 281	 15	 	
Stalls	Circle	 74	 74	 	 22	 6	 83	 5	 	
Stalls	Circle	 128	 128	 	 20	 	 128	 	 	
Dress	Circle	 95	 95	 	 20	 	 95	 	 	
Balcony	Stalls	 154	 154	 	 18	 6	 142	 6	 	
Amphitheatre	 381	 381	 	 12	 	 228	 12	 	
Gallery	 500	 500	 	 2	 	 50	 	 	
	 	 	 	 	 	 	 	 	








	 	 SEATS	 TICKET	PRICE	 TOTAL	REVENUE	
BOXES	 	 	 £	 s	 d	 £	 s	 d	
Pit	&	Grand	Tier	 17	 	 10	 10	 	 178	 10	 	
Balcony	 7	 68	 5	 	 	 35	 	 	
	 	 28	 	 	 	 	 	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	 	
Orchestra	Stalls	 245	 	 1	 8	 	 343	 	 	
Orchestra	Stalls	 245	 245	 1	 8	 	 343	 	 	
Stalls	Circle	 74	 245	 1	 4	 	 88	 16	 	
Stalls	Circle	 128	 74	 1	 1	 6	 137	 12	 	
Dress	Circle	 95	 128	 1	 1	 6	 102	 2	 6	
Balcony	Stalls	 154	 95	 1	 	 	 154	 	 	
Amphitheatre	 381	 154	 	 13	 	 247	 13	 	
Gallery	 500	 381	 	 3	 6	 87	 10	 	
	 	 500	 	 	 	 	 	 	











ACCOUNTS	FOR	CGOS	 	 1928	 	 1929	
	 	 	 	 	
INCOME	 	 	 	 	
Revenue	from	Grand	Opera	Season	 66,871	 	 69,505	 	
Russian	Ballet	 	 	 362	 	
Profit	from	programmes	 1,676	 	 1,622	 	
Broadcasting	fees	 1,694	 	 1,685	 	
Refreshments	profit	 858	 	 933	 	
Other	income	 531	 	 361	 	
	 	 71,629	 	 74.468	
	 	 	 	 	
EXPENSES	 	 	 	 	
Salaries	of	Artists	 40,208	 	 41,170	 	
Orchestra	 11,988	 	 10,563	 	
Repairs	to	scenery	 5,488	 	 4,829	 	
Front	salaries	 2,931	 	 2,488	 	
Transportation	 1,568	 	 2,282	 	
Costumes	 1,488	 	 1,182	 	
Extras	 1,742	 	 1,333	 	
Advertising	 1.271	 	 1,369	 	
Other	expenses	 6,025	 	 6,154	 	
	 	 72,709	 	 71,370	
Operating	Profit/	(Loss)	 	 (1,080)	 	 3,098	
	 	 	 	 	
OTHER	INCOME	 	 	 	 	
Bertram	Mills	Dance	Season	Rent	 2,454	 	 8,022	 	
Russian	Opera	Season	July	 	 	 2,644	 	
Gramophone	recording	fee	 100	 	 100	 	
	 	 2,554	 	 10,666	
OTHER	COSTS	 	 	 	 	
Administrative	Expenses	 	 	 	 	
Managing	Director’s	remuneration	 1,562	 	 1,875	 	
Secretary’s	salary	 467	 	 700	 	
Salaries	of	permanent	staff	 2,479	 	 4,094	 	
Insurance	 908	 	 1,402	 	
Legal	 168	 	 152	 	
Audit	 5	 	 31	 	
Rent	rates	and	taxes	 5,125	 	 7,491	 	
Repairs	and	alterations	 673	 	 3,330	 	
Depreciation	 514	 	 1,171	 	
Other	costs	 1,098	 	 1,305	 	
	 	 12,999	 	 21,551	


































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































BOXES	 	 £	 s	 d	 £	 s	 d	 £	 s	 d	
Pit	&	Grand	Tier	 17	 3	 	 	 51	 	 	 44	 4	 	
Balcony		 7	 	 34	 	 11	 18	 	 10	 10	 	
INDIVIDUAL	SEATS	 	 	 	 	 	 	 	
Orchestra	Stalls	 245	 	 15	 	 183	 15	 	 159	 5	 	
Orchestra	Stalls	 245	 	 12	 	 147	 	 	 128	 12	 6	
Stalls	Circle	 74	 	 12	 	 44	 8	 	 38	 17	 	
Stalls	Circle	 128	 	 8	 6	 54	 8	 	 48	 	 	
Dress	Circle	 95	 	 12	 	 57	 	 	 49	 17	 6	
Balcony	Stalls	 154	 	 8	 6	 65	 9	 	 57	 15	 	
Amphitheatre		 381	 	 5	 8	 109	 10	 9	 95	 5	 	
Gallery	 500	 	 2	 	 50	 	 	 673	 19	 4	
	 	 	 	 	 	 	 	 	 	 	



























































1,750	 £1,000	 £1,000	 £3,750	
End	of	Season	 1,750	 £1,000	 £1,000	 £3,750	
	 £3,500	 £2,000	 £2,000	 £7,500	
	 	 	 	 	
Subsidy	 	 	 	 	
Beginning	of	
Season	
£5,000	 £3,000	 £3,000	 £11,000	
End	of	Season	 £2,500	 £2,000	 £2,000	 £6,500	
	 	 	 	 £17,500	
	 	 	 	 	































































































































































































































































































	 WEEKS	 PERF.	 RECEIPTS	 EXPENDITURE	 LOSS	
1930	Autumn	Tour	 11	 82	 22,500	 29,000	 6,500	
1931	Spring	Tour	 7	 50	 13,500	 19,000	 5,500	
1931	Grand	Season	 10	 50	 58,000	 79,500	 21,500	
1931	Autumn	Season	 6	 42	 8,000	 17,000	 9,000	
1931	Autumn	Tour	 8	 56	 14,500	 23,500	 7,000	
	 	 	 	 	 	






































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































1935	 1936	 1937	 1938	
EXPENSES	 890	 700	 715	 845	
TAKINGS	 440	 540	 755	 735	
SUMMARY	 1935	 1936	 1937	 1938	 Budget	
1939	
PERFORMANCES	 25	 32	 35	 37	 38	
NEW	PRODUCTIONS	 2	 1	 0	 2	 0	
TOTAL	COSTS	 £22,000	 £23,500	 £28,000	 £35,000	 £31,000	
	
	
	
	
209	
level	if	experienced	in	an	ideal	landscape).	The	Glyndebourne	archive	contains	
correspondence	between	Christie	and	Read	(then	editor	of	the	Burlington	Magazine)	
detailing	how	Christie	commissioned	the	article.	He	suggested	that	Read	insert	a	
paragraph	justifying	the	cost	of	the	ticket	by	comparing	it	to	a	day’s	shooting	or	a	new	
dress.	The	1936	book	contained	an	article	on	Mozart	and	written	by	Sacheverell	
Sitwell,	a	well-known	expert	on	the	subject.63	
There	were	several	other	distinguishing	features	of	the	financial	model	
employed	at	Glyndebourne,	not	least	of	which	was	the	significance	placed	on	artistic	
excellence:	Christie	paid	for	more	rehearsal	time	than	at	any	other	venture.	Toye	was	
moved	to	write	to	the	Spectator	in	reply	to	an	article	by	Dyneley	Hussey;	he	grumbled	
about	‘the	impudent	Hussey’	making	the	‘scandalous’	accusation	that	Covent	Garden	
skimped	on	rehearsal	time,	something	he	felt	was	unwarranted	and	damaging.	
Hussey’s	response	served	only	to	reinforce	his	view	that	standards	were	much	higher	
at	Glyndebourne	–	and	that	it	was	a	mistake	to	mention	Glyndebourne	in	the	same	
breath	as	Covent	Garden.64	As	The	Times	reported,	‘it	was	the	chief	glory	of	the	recent	
Mozart	festival	at	Glyndebourne	that	these	ensembles	were	so	well	done	that	they	set	
a	new	standard	for	operatic	performance	in	England.’65	Peter	Ebert’s	book	on	his	
father	offers	a	close	analysis	of	this	unique	aspect	of	Glyndebourne.	Ebert	and	Busch	
had	not	had	this	amount	of	rehearsal	time	before,	even	at	their	prestigious	opera	
house	engagements	in	Germany:	Ebert	claims	that	the	Glyndebourne	rehearsal	system	
was	‘to	transform	the	operatic	scene	in	Britain	totally’	and	permit	Ebert	the	time	to	
teach	singers	to	act.66	
	
																																																						
63	Sitwell	had	recently	published	a	short,	pocket-sized	book	on	Mozart	that	he	had	dedicated	to	‘Mrs	
Samuel	Courtauld’;	Sacheverell	Sitwell,	Mozart:	Short	Biographies	Series	No.6	(London:	Thomas	Nelson,	
1932).	
64	Dyneley	Hussey,	Spectator,	19	April	1935.	
65	The	Times,	16	July	1935;	‘The	complete	cast	is	available	for	three	weeks	before	the	first	performance,	
and	rehearsals	go	on	all	day	and	sometimes	far	into	the	night’;	News	Chronicle,	20	May	1935.	
66	Ebert	described	the	regime	whereby	no	one	was	permitted	leave	of	absence	(for	guesting	elsewhere).	
There	was	one	week	of	purely	musical	preparation.	He	further	considered	the	teamwork	between	Bing	
and	Ebert	‘an	invigorating	oasis’	and	suggested	‘it	began	a	renaissance	which	led	to	the	establishment	of	
many	more	opera	companies,	a	spectacular	increase	in	opera	appreciation	and	a	fundamental	change	in	
the	style	of	productions’:	Peter	Ebert,	In	this	Theatre	of	Man’s	Life:	The	Biography	of	Carl	Ebert	(Lewes:	
The	Book	Guild,	1999),	101-3.	
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Christie’s	Expansion	Plans	
Fuelled	by	his	successful	opera	project,	Christie	was	ambitious	to	extend	his	success.	
He	had	numerous	plans,	all	of	them	unsuccessful.	Initially	he	drew	up	a	strategy	to	
emulate	the	Salzburg	Festival	and	incorporate	drama	into	his	schedule:	his	opera	
success	even	led	to	suggestions	that	he	might	take	over	the	running	of	a	new	
Shakespeare	theatre.67	The	Shakespeare	Memorial	National	Theatre	Committee,	set	
up	in	1908,	had	some	£80,000	of	private	funds	and	had	attracted	much	criticism	for	its	
failure	to	make	progress	with	the	project.68	The	New	Statesman	suggested:	
Now,	it	seems	to	me,	the	sooner	Mr	John	Christie	is	invited	to	take	
charge,	the	better.	He	is	neither	an	actor,	a	producer,	nor	a	musician,	but	
evidently	(for	I	do	not	know	him)	a	disinterested	lover	of	the	dramatic	and	
musical	arts	who	has	real	judgement	and	taste	of	his	own,	which	he	is	not	
afraid	to	act	upon.	Such	a	man	in	charge	at	Stratford-Upon-Avon	could	
certainly	make	it	rival	Salzburg	as	a	centre	for	drama	and	music	in	the	
space	of	a	few	years.	But	will	Mr	Christie	ever	be	invited?	Never!	The	
Shakespeare	Committee	will	sit	upon	their	money	bags	and	spend	their	
halfpence	cautiously	on	compromises	that	please	nobody.	Stratford-
upon-Avon,	far	from	becoming	a	festival	centre	the	level	of	Salzburg,	will	
degenerate	to	the	level	of	any	English	touring	provincial	town.69	
Christie,	though,	was	more	interested	in	finding	a	way	to	perform	opera	in	London;	he	
sent	Bing	to	book	either	Covent	Garden	or	Drury	Lane	for	an	autumn	season	in	1937.70	
Bing	was	unable	to	secure	either	theatre	but,	undeterred,	talked	to	Sir	Oswald	Stoll	
about	taking	the	Coliseum	to	do	an	‘Aida-type’	opera	later	that	year:	Christie	wrote	to	
Busch	in	April	1938	and	suggested	Bing	could	take	over	as	General	Manager	at	Covent	
Garden,	thus	opening	a	door	for	Christie;	Bing	worked	hard	to	get	his	‘foot	between	
																																																						
67	He	told	the	East	Sussex	News,	13	October	1933,	‘we	shall	also	have	a	Shakespearean	festival,	for	I	
think	we	certainly	ought	to	do	Shakespeare’.	The	Golden	Book	of	1934	season	mentions	opera,	concerts	
and	Shakespeare	Festivals	in	the	section	‘Where	to	Live’.	
68	Minihan,	The	Nationalization	of	Culture,	190.	
69	W.J.	Turner,	‘Figaro	and	Arabella’,	New	Statesman	and	Nation,	2	June	1934,	846.	The	Truth,	6	June	
1934,	had	the	same	argument:	‘While	we	have	all	been	deploring	the	lack	of	enterprise	shown	by	the	
committee	which	is	responsible	for	running	the	Shakespeare	Memorial	Theatre	at	Stratford-upon-Avon,	
which	is	heavily	endowed	and	if	conducted	by	a	man	of	vision	and	enterprise	could	make	Stratford-
upon-Avon	a	rival	as	a	summer	festival	resort	for	drama	and	music	to	the	famous	Salzburg	festival	in	
Austria	…	a	private	individual	has	suddenly	achieved	what	has	never	been	achieved	in	England	before.’	
W.J.	Turner,	in	another	article	for	the	New	Statesman,	13	April	1935,	wrote	that	he	wanted	Christie	to	
take	his	opera	festival	to	Stratford	and	perform	Mozart.	
70	Bing	to	Christie,	14	December	36,	JC	Corresp.	File,	Glyndebourne	Archives;	and	Hughes,	
Glyndebourne,	128.	
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the	door’.71	The	archives	contain	a	letter	from	him	to	Christie,	dated	23	November	
1938,	describing	how	he	had	tried	to	contact	Beecham,	who	had	just	announced	in	the	
papers	that	his	company,	then	running	opera	at	Covent	Garden,	was	to	be	wound	up.	
Bing	suggested	that	they	get	Harry	Colles	(music	critic	for	The	Times)	to	publish	a	
report	intimating	that	collaboration	between	Glyndebourne	and	Covent	Garden	was	
likely.	By	1939	Christie	had	changed	tack	and	was	drawing	up	plans	to	run	the	opera	
year-round,	with	more	than	100	performances	in	London’s	Drury	Lane	as	well	as	a	
longer	season	at	Glyndebourne.	Bing	wrote	to	Christie	urging	him	to	continue	with	
these	plans:	
I	am	convinced	that	the	continuation	of	Glyndebourne’s	isolation	may	
prove	dangerous,	perhaps	not	in	one,	perhaps	not	even	in	two	or	three	
years,	but	certainly	in	the	long	run.	It	is	essential	for	Glyndebourne	to	
develop,	and	in	particular	to	acquire	more	power.	If	we	do	not	get	in	at	
Covent	Garden	now,	others	may	get	in	and	that	may	mean	the	
establishing	of	this	isolation	for	some	time.72	
None	of	these	schemes	came	to	anything	but	it	was	clear	that	both	Christie	and	Bing	
saw	that	expansion	to	London	could	be	extremely	beneficial.73	
National	Council	of	Music		
At	this	point	Christie	turned	his	attention	towards	an	even	more	ambitious	
amalgamation	of	music	interests.	He	could	see	that	the	music	business	was	particularly	
																																																						
71	‘I	hope	there	may	be	a	reasonable	chance	of	managing	Covent	Garden	as	well	as	Glyndebourne,	but	I	
suppose	it	depends	on	whether	Beecham	makes	a	muddle	and	a	loss	again	this	year.	This	is	in	
confidence,	but	I	want	Covent	Garden	to	be	combined	with	us.	It	is	bound	to	be	more	efficient	and	more	
economical’;	Christie	to	Bing	April	1938,	JC	Corresp.	File,	Glyndebourne	Archives.	There	are	other	
references	to	the	fact	that	Christie	hoped	that	Beecham	would	make	such	a	muddle	of	Covent	Garden	
that	he	could	take	it	over;	Widdicombe,	‘Glyndebourne’s	Extensions’,	131-32	and	file	entitled	‘1938	
Correspondence	with	Covent	Garden	re:	the	possibility	of	Rudolf	Bing	going	there’,	Glyndebourne	
Archives.	
72	Letter	dated	23	November	1938,	JC	Corresp.	File,	Glyndebourne	Archives.	
73	Bing	drafted	a	letter	Christie	to	send	to	Bruce	Ottley	(Chairman	of	the	Royal	Opera	House	Covent	
Garden,	the	company	that	owned	the	theatre);	‘It	is	not	without	regret	that	I	come	to	this	conclusion	
because	from	the	first	time	you	approached	me	some	months	ago	the	idea	of	collaboration	with	Covent	
Garden	seemed	most	attractive	to	me	…	not	attractive	in	the	way	of	making	money	for	Glyndebourne	
and	not	for	getting	personal	glory	out	of	it	for	myself,	but	very	interesting	because	I	thought	it	a	natural	
development	and	because	I	could	foresee	further	far	reaching	developments	to	the	benefit	of	English	
Opera,	which	we	all	have	at	heart….	I	regret	that	it	seems	unavoidable,	for	the	moment,	to	continue	the	
isolation	of	Covent	Garden	and	Glyndebourne	and	the	maintaining	of	quite	different	artistic	policy	of	
these	two	institutions.’	17	November	1938,	JC	Corresp.	File,	Glyndebourne	Archives.	
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badly	hit	by	the	effects	of	emerging	technology	and	the	poor	state	of	the	economy.	
Many	musicians	were	out	of	work	because	venues	were	closing	and	opportunities	for	
live	performance	much	reduced.	Christie	thought	he	could	bring	his	expertise	to	their	
aid	and	set	about	forming	a	National	Council	of	Music	(NCM).	There	had	been	several	
occasions	when	musicians,	under	the	auspices	of	the	Musicians’	Union,	had	protested	
at	the	employment	of	foreign	musicians,	judging	that	stricter	protectionist	policies	
would	protect	their	jobs.	Christie	disagreed.	His	scheme	would	promote	the	
employment	of	high	quality	foreign	musicians	so	that	national	levels	of	artistic	
excellence	would	be	improved.	His	amalgamated	group	of	musicians	would,	he	
thought,	have	great	lobbying	power	and	would	ensure	that	the	rights	of	musicians	
were	properly	protected.	
The	earliest	reference	to	this	project	is	a	letter	dated	4	February	1936,	from	
Christie	to	Herbert	Read.	Christie	spelled	out	his	plans:	
I	want	to	form	a	Royal	Society	of	Music.	There	are	only	three	musical	
bodies	at	the	moment	in	England:	1)	The	Musicians’	Union	–	ignorant	and	
hopeless,	2)	the	Incorporated	Society	[of	Musicians]	–	nearly	as	bad	3)	the	
Musicians’	Company	–	which	as	far	as	I	know	only	dines	and	sleeps.	In	
consequence,	music	fails	and	is	un-respected.	If	Music	had	an	effect	on	
Society	it	would	be	able	to	command	respect,	it	would	give	sound	advice	
to	the	various	Government	Departments	and	in	addition	to	Municipal	
Corporations	and	its	influence	would	soon	be	felt…	I	want	your	help	in	
setting	out	the	purposes	of	the	Society	and	its	ideals.	I	want	to	get	the	
command	of	the	King	to	form	this	Society.	My	idea	is	that	it	should	be	
composed	mostly	of	people	who	are	not	professional	musicians	but	who	
have	power	in	the	land	and	wish	to	secure	some	prominent	politicians	
and	people	of	substantial	position	we	should	be	able	to	obtain	financial	
help	for	Music.…	The	Society	has	got	to	be	authoritative.	In	coming	from	
Glyndebourne	it	would,	perhaps,	have	behind	it	the	only	authority	which	
at	present	seems	probable.	
This	manifesto	for	a	‘Royal	Society	of	Music	(British	Empire)’	had	at	its	core	Christie’s	
unique	blend	of	‘autocratic’	ideology.	There	is	no	reply	from	Read	on	the	files,	but	
Christie	tried	out	his	ideas	again	with	A.P.	Herbert,	the	independent	MP	for	Oxford	
University	(a	man	who	had	campaigned	against	the	Entertainments	Tax).	In	a	letter	to	
Herbert	dated	6	November	1937,	Christie	set	out	revised	plans,	using	a	new	title	for	
the	committee,	a	‘Council	of	Power’,	a	body	that	would	make	sure	that	musicians	
would	be	represented	properly	by	a	central	body:	
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Musicians	…	they	are	difficult	–	they	are	unpractical	–	they	have	little	
experience	of	affairs….	Politicians	pay	little	heed	to	them	because	they	do	
not	understand	them,	because	the	musicians	are	small	minded	and	
generally	incapable	of	organizing...	the	first	step	then	is	to	alter	the	
representation	of	music.	My	theory	is	to	constitute	what	I	call	a	Council	of	
Power	consisting	of	several	people	who	may	be	musical	but	are	
essentially	wise	and	experienced	...	the	advice	I	have	been	given	by	
leading	musicians	has	patently	been	colossally	bad….	I	think	it	would	be	a	
mistake	to	expect	the	Government	to	finance	and	guarantee	the	work	
planned	by	the	Council	of	Power.	My	plan	is	that	the	guarantees	should	
come	chiefly	from	the	local	councils	where	the	work	is	being	carried	out….	
The	expenses	on	the	government	would	be	the	expenses	of	headquarters,	
plus	some	special	feature,	such	as	the	engagement	of	Toscanini,	or	Fitz	
Busch	or	Bruno	Walter…	to	put	the	scheme	into	practice	would	require	a	
modification	of	the	Music	and	Drama	Bill	because	neither	I	nor	you	nor	
anyone	else	have	any	power	to	influence	the	local	authorities,	who	are	at	
present	ignorant	and	ready	to	remain	ignorant.	My	argument	with	them	is	
that	we	are	trying	create	a	new	industry	and	we	are	trying	to	provide	for	
the	increased	leisure	of	the	people	in	times	to	come.…	Nothing	would	give	
me	greater	pleasure	than	to	have	you	closely	associated	with	this	
movement.	Of	all	the	people	in	the	House,	I	would	rather	have	you.74	
Although	Herbert	replied,	he	was	dismissive	and	failed	to	respond	to	either	of	
Christie’s	invitations	to	conferences	convened	to	create	his	Council.	
Christie’s	early	efforts	towards	this	project	became	increasingly	coloured	by	the	
efforts	of	another	group,	The	League	of	Audiences,	a	wider	collection	of	musicians,	
actors	and	other	live	performers.	The	League,	run	by	Alfred	Wareing,	had	reached	the	
stage	of	drafting	a	Music	and	Drama	Bill	(mentioned	by	Christie	in	his	letter	to	
Herbert).	Wareing	had	considerable	support	for	his	project,	which	proposed	state	aid	
for	the	performing	arts:	Christie	was	adamant,	though,	that	his	style	of	private	funding	
of	the	arts	was	superior.75	He	also	criticised	Wareing’s	proposals	to	give	power	to	the	
Commissioners	appointed	to	manage	the	fund;	Wareing	suggested	that	his	
Commissioners	would	be	able	to	operate	a	theatre	themselves	and	select	which	
production	they	would	support,	powers	that	Christie	could	see	might	be	abused.	A	
letter	from	W.E.	Edwards,	Christie’s	personal	secretary	based	in	London,	on	30	
December	1937,	urged	Christie	to	take	action	against	the	Bill.	Edwards	reported	that	a	
																																																						
74	Christie	to	A.P.	Herbert,	6	November	1937,	in	John	Christie	File:	Letters	re	Glyndebourne,	Conference	
of	Musicians,	Glyndebourne	Archives.	
75	Eric	David	Mackerness,	A	Social	History	of	Music	(London:	Routledge,	2013),	267.	
	
	
	
	
214	
recent	meeting	of	the	League	of	Audiences	had	been	attended	by	more	than	fifty	
people,	and	that	the	League	had	the	support	of	a	large	group	of	important	musicians.76	
By	now,	Christie	was	vehemently	against	any	Government	subsidy	of	the	arts:	his	
success	at	Glyndebourne	had,	he	thought,	proved	his	thesis.	He	set	out	the	key	
differences	between	his	scheme	and	that	of	the	League.	His	main	objectives	were:	
To	raise	the	standard	of	Music	and	Drama	throughout	the	Country;	
To	develop	latent	talent	in	the	Country;	
Create	a	larger	listening	public	for	first	class	music	by	proper	organisation	
and	representation	and	co-ordinate	musical	interests.	
The	objects	of	the	Music	and	Drama	Bill	were:		
To	combat	mechanisation	by	increasing	living	music	and	drama;	
To	promote	the	art	of	music	and	drama	by	means	of	a	Government	
subsidy	whether	for	artistic	undertaking	research,	education	and	training	
or	other	means,	and		
Popularise	music	and	drama	–	“More,	better,	cheaper”.	
Christie	was	also	keen	to	obtain	the	support	of	Parliament	for	his	scheme	and	wrote	to	
Neville	Chamberlain	on	12	January	1938	asking	for	his	support.	
Evidence	of	Christie’s	progress	was	that	he	held	two	conferences	at	
Glyndebourne	in	1938,	managing	to	secure	the	attendance	of	many	of	the	most	
important	people	in	the	world	of	music.77	The	first	conference	was	held	early	in	1938	
and	the	group	agreed	on	a	mandate	for	Christie’s	NCM.78	Colles	from	The	Times	
attended	and	wrote	enthusiastically	on	6	March	1938	to	Christie:	
Actually	I	think	you	have	achieved	not	only	more	than	could	have	been	
predicted,	but	possibly	more	than	you	know.	1.	You	have	obtained	a	
mandate	from	representatives	of	widely	divergent	musical	interests	to	act	
on	their	behalf.	2.	You	have	given	to	most	of	your	guests	(I	do	not	include	
																																																						
76	The	meeting	was	reported	in	the	Musical	Times,	79,	1140	(February	1938):	142.	Wareing	had	secured	
the	support	of	many	of	the	musicians	that	Christie	was	to	invite	to	his	conference,	including	Hugh	Allen,	
Ethel	Smyth,	Rutland	Boughton,	Eric	Coates,	Malcolm	Sargent,	Richard	Austin	and	Sir	Thomas	Beecham.	
77	His	first	invitee	list	was:	Mr	Eames	(ISM),	Stanley	Marchant	(RAM),	Dr	Dyson	(RCM	and	a	director	of	
the	Pilgrim	Trust),	Sir	Hugh	Allen	(RCM),	Adrian	Boult	(BBC),	Mr	Hodgkinson	(Pilgrim	Trust),	Mr	Stratton,	
Mr	Paul	Beard,	Mr	R.	Forbes	(RMCM),	Mr	and	Mrs	Mayer	(concert	series),	Dr	Vaughan	Williams,	Mr	
Harold	Holt	(promoter),	Lord	Lytton	(Sadler’s	Wells),	Mr	Richard	Austin,	Sir	Donald	Tovey	(Telegraph),	Dr	
Harry	Colles	(The	Times),	Mr	J.M.	Keynes,	Mr	A.F.	Lascelles	(private	secretary	to	King	George	VI),	Dr	
Thatcher	(BBC),	A.P.	Herbert	MP,	Rt.	Hon.	Harold	Baker	MP.	More	details	of	those	who	attended	both	
conferences	may	be	found	in	Blunt,	Glyndebourne,	226-39.	
78	The	first	committee	comprised	Robert	Mayer,	Hodgkinson,	Eames	and	Christie;	subsequently	Dyson	
replaced	Hodgkinson,	while	Forbes	of	the	Royal	Manchester	College	of	Music	was	elected.	
	
	
	
	
215	
myself	in	this	because	I	did	not	need	conversion)	a	wholly	new	and	
sympathetic	interest	in	Glyndebourne,	its	achievements	and	aims.	3.	You	
have	enabled	your	guests	to	form	friendships	among	themselves	and	
given	them	a	chance	of	removing	those	little	misunderstandings	which	
arise	from	lack	of	contact.	Your	Group	conversations	were	a	stroke	of	
genius.	We	all	feel	deeply	indebted	to	you	for	all	this	and	I	especially	so.	
The	second	conference,	held	on	2	July	1938,	was	less	successful.	There	were	
arguments	between	Christie	and	Ralph	Vaughan	Williams	about	the	relative	
importance	of	wider	participation	versus	high	standards	of	performance.	After	the	
conference	Christie,	disillusioned	by	lack	of	progress,	decided	to	reassess;	he	
concluded	that	if	he	raised	substantial	funding,	he	could	proceed	without	the	support	
of	critics	like	Vaughan	Williams.	He	wrote	to	Stella	Isaacs	(Lady	Reading,	founder	of	the	
Women’s	Voluntary	Service)	asking	for	a	million	pounds.	His	letter,	dated	27	October	
1938,	pointed	out	the	merits	of	his	NCM,	which	he	described	as:	
well	in	hand	and	a	Committee	is	at	work	on	what	should	be	the	final	
details….	I	want	£1,000,000	and	I	want	the	Trust	controlled	by	me	as	an	
autocrat,	with	an	advisory	and	Consultative	Committee	which	can	only	
talk	and	not	decide	…	I	hear	on	all	sides	that	I	have	succeeded	because	I	
am	an	autocrat	and	not	a	Committee	…	I	cannot	believe	that	the	Dictator	
of	this	Trust	would	not	act	wisely	and	that,	in	the	circumstances,	the	
Committee	would	act	wisely	…	I	should	aim	at	working	just	as	carefully	as	
if	it	were	my	own	money.…	Its	influence	could	be	all	important	influence	
in	music	and	the	fund	would	supply	what,	at	the	moment	is	generally	
misdirected	by	misguided	enthusiasts,	but	would	fulfil	a	condition	which	
at	the	moment	is	always	laid	down	by	the	Government,	that	private	
enterprise	must	look	after	these	arts.	It	would	be	free	from	taxation,	
death	duties	and	income	tax.	It	would	be	a	force	the	Government	would	
have	to	reckon	with	if	the	Government	started	interfering	with	music,	
there	is	no	rival	in	the	field.79		
																																																						
79	Lady	Reading	was	the	widow	of	Rufus	Isaacs,	Lord	Reading,	who	had	died	in	1935	leaving	her	almost	
£300,000.	
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Lady	Reading	responded	but	politely	declined.80	Although	Christie	continued	in	his	
efforts,	his	scheme	came	to	nothing.81	
Conclusion		
Traditional	cultural	studies	describing	the	development	towards	state	funding	do	not	
discuss	the	parallel	development	of	private	funding	of	the	arts	before	the	Second	
World	War	and	therefore	Christie’s	endeavours	are	generally	ignored,	with	very	few	
serious	studies	of	his	work	at	Glyndebourne.82	But	Christie’s	enterprise	is	worthy	of	
academic	study	both	because	it	was	astonishingly	successful.	Christie’s	success	at	
Glyndebourne	did	not,	though,	translate	into	success	for	his	other	endeavours.	His	
work	to	invigorate	the	live	performance	marketplace	by	forming	the	NCM	was	a	
failure:	despite	welcoming	many	of	the	country’s	top	musicians	to	his	conferences,	a	
list	of	names	that	should	have	assured	his	success,	his	aim	for	an	umbrella	group	of		
musicians	came	to	nothing.83	Aside	from	the	innovative	aspects	of	the	Glyndebourne	
model,	there	is	an	interesting	behavioural	characteristic	that	perhaps	explains	why	
Glyndebourne	was	successful	but	the	NCM	was	not.	At	Glyndebourne	Christie	was	able	
to	make	all	the	decisions	himself	without	reference	to	others.	In	seeking	to	establish	
the	NCM,	however,	he	needed	the	co-operation	of	other	senior	industry	figures.	This	
was	difficult	for	someone	whose	previous	‘amiable	eccentricity’	seemed	to	have	been	
replaced	by	what	Blunt	describes	as	‘signs	of	zeal,	not	far	short	of	megalomania’.84	All	
																																																						
80	‘I	was	most	interested	in	your	letter,	but	I	am	afraid	that	I	must	have	raised	in	your	mind,	hopes	and	
expectations	which,	much	as	I	wish	to	do	so,	I	am	quite	unable	to	implement.	I	need	not	say	how	much	I	
am	in	sympathy	with	your	project	but	as	you	will	yourself	appreciate,	it	is	by	no	means	easy	to	call	up	
from	the	air,	backers	for	this	sort	of	enterprise.	I	should	like	to	help	if	I	could,	but	frankly	I	have	not	
amongst	my	acquaintances	anyone	who	I	think	might	possibly	be	prepared	to	offer	£1,000,000	for	your	
scheme’;	11	November	1938,	in	John	Christie	File:	Letters	re	Glyndebourne,	Conference	of	Musicians,	
Glyndebourne	Archives.	
81	The	Glyndebourne	Archives	reveal	that	Christie	held	more	meetings	during	1941	in	London	at	the	
Dorchester	and	Ritz	Hotels	–	both	with	attendee	lists	that	were	as	impressive	as	before.	
82	Minihan’s	description	of	post-war	opera	at	Covent	Garden	perpetuates	this	somewhat	myopic	view:	
‘while	foreign	companies	and	artists	were	still	invited	to	perform	at	Covent	Garden,	the	British	
companies	provided	the	backbone	of	the	season’s	entertainment.	The	old	system,	under	which	the	
opera	house	served	to	accommodate	brief	visits	by	prestigious	foreign	companies,	to	the	near	total	
neglect	of	native	talent,	was	at	last	thrown	over’;	see	Minihan,	Nationalization	of	Culture,	254.	
83	Blunt	describes	Christie’s	efforts	in	a	chapter	entitled	‘Planning	a	Better	World’;	Blunt,	Glyndebourne,	
226-39.	
84	Blunt,	Glyndebourne,	230.	
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hopes	of	establishing	his	umbrella	group	were	quashed	with	the	creation	of	CEMA	–	a	
group	that	was	to	be	run	by	Keynes.85	During	the	war	Christie	and	Bing	successfully	
continued	their	operatic	activities	and	staged	Frederick	Austin’s	version	of	The	
Beggar’s	Opera,	with	John	Gielgud	as	producer;	Mildmay	and	Michael	Redgrave	took	
the	leading	parts.	
Christie	had	invited	Keynes	to	both	of	his	conferences	but	the	latter	did	not	
attend	either.86	The	two	men	were	almost	exact	contemporaries:	Briggs	refers	to	
antagonism	between	these	two	near	neighbours	(Keynes	lived	at	Firle	just	outside	
Lewes).87	Keynes	became	involved	with	CEMA	and,	with	his	vision	and	guidance,	the	
latter	group	went	on	to	form	the	basis	of	the	Arts	Council,	the	group	that	promoted	
and	protected	the	interests	not	only	of	musicians	but	of	artists	generally,	an	even	
wider	group	than	Christie	had	proposed.88	Interestingly,	after	the	war	Christie	applied	
to	CEMA	for	funding.	His	application	was	refused:	Mary	Glasgow	(who	worked	with	
Keynes)	went	to	some	pains	to	explain	that	Christie’s	application	was	justifiably	
rejected	because	Glyndebourne	was	‘a	rich	man’s	pleasure’	and	did	not	therefore	
deserve	taxpayers’	support.89	In	many	ways	this	rejection	was	helpful	to	Christie,	
although	he	did	not	think	so	at	the	time.	It	meant	that	Christie	was	forced	to	devise	an	
independent	financing	structure	that	secured	the	future	of	his	venture.	His	ingenious	
post-war	funding	model	found	ways	to	tap	the	support	of	both	the	cultural	elite	(his	
																																																						
85	Catherine	Pearson,	Museums	in	the	Second	World	War:	Curators,	Culture	and	Change	(London:	
Routledge,	2017),	90;	Jörn	Weingärtner,	The	Arts	as	a	Weapon	of	War:	Britain	and	the	Shaping	of	
National	Moral	in	World	War	II	(London:	I.B.	Tauris,	2005),	55-63;	Donald	Moggeridge,	Maynard	Keynes:	
An	Economist’s	Biography	(London:	Routledge,	2002),	696.	
86	In	a	letter	from	Keynes	to	Christie	dated	27	January	1938,	Keynes	claimed	he	was	‘out	of	health	and	
unable,	for	the	present,	to	accept	any	engagements.	As	I	do	not	expect	to	be	fit	to	go	back	into	
residence	in	Cambridge	for	a	period	yet,	it	is	possible	that	I	may	be	living	down	here	at	the	end	of	
February.	If	I	am,	and	I	feel	fit	to	take	part	in	a	conference,	though	I	am	afraid	that	it	is	unlikely,	I	will	let	
you	know,’	JC	Corresp.	File,	Glyndebourne	Archives.	
87	Briggs,	‘Unexpected	Triumph’,	119.	Correspondence	between	the	two	confirms	they	knew	each	other:	
letters	addressed	to	each	other	as	‘Keynes’	and	‘Christie’	suggest	a	degree	of	informality.	
88	Guthrie,	‘Music	and	Cultural	Values	in	1940’s	Britain’,	122-53;	Weingärtner,	The	Arts	as	a	Weapon	of	
War;	T.S.	Eliot,	Notes	Towards	the	Definition	of	Culture	(London:	Faber	&	Faber,	1948);	Sir	Benjamin	Ifor	
Evans,	Prospects	for	a	Ministry	of	Fine	Arts	(London:	BBC,	1959);	Sir	Benjamin	Ifor	Evans	and	Mary	
Glasgow,	The	Arts	in	England	(London:	Falcon	Press,	1949);	Andrew	Sinclair,	Arts	and	Cultures,	The	
History	of	the	50	Years	of	the	Arts	Council	of	Great	Britain	(London:	Sinclair-Stevenson,	1995).	
89	Glasgow,	‘The	Concept	of	the	Arts	Council’,	266.	
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‘snobs’)	and	welcome	corporate	sponsorship.	This	modern	membership	structure	was	
to	be	his	lasting	legacy.90
																																																						
90	In	Brigg’s	view,	Glyndebourne’s	success	was	down	to	its	‘efficient	financing	in	often	difficult	and	
unprecedented	circumstances	–	largely	independent	financing’;	Briggs,	‘An	Unexpected	Triumph’,	113.	
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Chapter	Six	
Conclusion:	Five	Dilemmas	
The	four	case	studies	considered	in	my	thesis	examine	various	efforts	to	ensure	the	
survival	of	national	opera	through	the	development	of	private	and	state	funding	
models	in	the	inter-war	years.	On	one	level	they	illustrate	the	relative	benefits	of	
private,	state	and	hybrid	funding	and	examine	the	other	features	relevant	to	opera	
production	of	the	period.	But	they	have	a	wider	function:	to	demonstrate	how	other	
choices	made	by	the	various	opera	producers	defined	their	efforts	and	affected	their	
relative	success.	In	my	introductory	chapter,	I	suggested	a	framework	of	five	dilemmas	
central	to	the	overall	challenges	facing	opera	producers:	a	framework	that	enabled	me	
to	analyse	and	draw	conclusions	from	the	case	studies.	These	five	dilemmas	are,	of	
course,	not	exclusive:	they	merely	represent	my	best	effort	to	order	the	challenges	
surrounding	the	funding	of	opera	during	this	period	into	some	kind	of	explanatory	
matrix.		
Opera	had	been	the	virtually	exclusive	domain	of	impresarios	of	one	type	or	
another	until	the	start	of	the	twentieth	century.	Indeed,	after	the	end	of	World	War	
One,	opera	remained	in	private	hands:	although	there	were	many	discussions	about	
state	funding	as	it	existed	in	continental	Europe,	such	a	model	remained	unlikely	to	
succeed	in	the	UK.	There	were	multiple	reasons.	Social	attitudes	towards	culture	in	the	
UK	at	the	start	of	the	period	of	my	thesis	were	largely	unchanged	from	the	second	half	
of	the	nineteenth	century	and	took	the	form	of	a	general	mistrust	of	high	culture.	Such	
unsophisticated	attitudes	do	not	appear	to	have	been	class	driven:	subsequent	
commentaries	suggest	these	scepticisms	continue	across	the	various	social	strata.1	As	
Matthew	Arnold	had	famously	suggested,	Britain	remained	predominantly	a	nation	of	
philistines.2	To	some,	opera	even	embodied	all	that	was	wrong	with	the	class	divides	of	
the	time:	those	who	were	not	part	of	the	cultural	elite	often	regarded	opera	with	
suspicion,	wary	that	it	was	somehow	part	of	a	conspiracy	to	deepen	social	exclusion.	It	
																																																						
1	John	Holden,	‘Cultural	Value	and	the	Crisis	of	Legitimacy’,	
https://www.demos.co.uk/files/Culturalvalueweb.pdf	
2	‘Guardian	Enquiry:	Are	We	Dumbing	Down?’,	Stefan	Collini,	Guardian,	28	October	2008.	See	also	
Matthew	Arnold,	Culture	and	Anarchy	and	Other	Writings,	ed.	Stefan	Collini	(1869:	rpt.	Cambridge:	
Cambridge	University	Press,	1993),	ix-xiii.	
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was	against	this	backdrop	that	my	cast	of	earnest	endeavourers	set	about	discovering	
new	sources	of	finance	for	opera	at	a	time	when	old	models	were	widely	
acknowledged	as	becoming	defunct.	Opera	was	fully	commercialized	but	was	not	
financially	viable:	it	remained	dependent	on	the	patronage	of	the	wealthiest	and	
inextricably	linked	to	the	social	season	–	an	association	that	served	to	strengthen	
hostility	amongst	the	masses.	One	of	the	problems	with	each	of	the	models	considered	
in	this	thesis	was	that	all	four	groups	or	individuals	believed	that	they	had	a	mission	to	
provide	‘national	opera’	–	and	all	were	surprised	when	the	nation	at	large	spurned	
their	efforts.	
	
Five	Dilemmas	
In	summary,	my	five	dilemmas	are	as	follows:	
	
Figure	6.1:	Summary	of	the	Five	Dilemmas.	
	
In	a	Prologue,	I	considered	the	opera	season	of	1924,	when	the	Grand	Opera	Syndicate	
(GOS)	staged	its	final	season	of	opera.	Its	model	was	firmly	intended	only	for	the	elite,	
as	part	of	London’s	society	season:	as	a	result,	the	GOS	had	no	interest	to	widen	access	
to	opera	and	only	performed	in	London.3	Funding	was	from	a	syndicate	of	wealthy	
individuals	and	performances	were	staged	in	the	language	of	the	original	work:	for	the	
most	part	German	and	Italian	opera,	with	the	principal	singers	coming	from	those	
countries.	The	GOS	also	had	no	interest	in	aligning	itself	with	other	opera	groups:	it	
																																																						
3	I	am	considering	only	the	main	part	of	the	theatre:	there	remained	a	large	number	of	cheaper	seats	
available	in	the	gallery	and	the	amphitheatre,	but	they	did	not	contribute	significantly	to	the	finances	of	
the	project.	
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considered	itself	the	rightful	national	opera	body,	this	presumption	being	borne	out	by	
royal	patronage	and	its	alternative	title	of	‘Royal	Opera’.	This	model	had	the	fault	of	
striving	to	be	the	national	opera	–	but	refusing	to	make	changes	in	sympathy	with	
other	changes	in	society	of	the	time,	thus	making	opera	available	to	a	wider	
demographic.	The	anger	and	distrust	directed	at	the	model	arose	because	the	wider	
public	could	see	that	opera	was	very	much	still	the	plaything	of	the	wealthy:	for	those	
who	were	outside	of	the	ruling	elite,	it	could	not	represent	the	nation.	The	information	
about	the	dilemmas	is	presented	here	visually	so	that	an	overall	view	can	be	taken.	
	
Figure	6.2:	Five	Dilemmas,	Grand	Opera	Syndicate	(GOS).	
	
The	rival	opera	group	in	1924	was	the	British	National	Opera	Company	(BNOC),	
a	democratically	formed	group	offering	opera	in	English.	As	such	it	was	very	much	a	
venture	that	aspired	to	provide	opera	for	all,	with	tickets	at	low	prices	and	opera	tours	
around	the	country.	Although	the	funding	was	from	individuals,	it	took	the	form	of	
small	contributions	from	a	very	large	number	of	subscribers.	The	BNOC	was	
independent	of	other	opera	groups,	not	making	any	effort	to	share	resources	with	the	
other	English	opera	groups	of	the	time.	It	also	considered	itself	the	rightful	national	
opera	body	–	in	opposition	to	the	GOS.	It	worked	to	establish	an	English	opera	school	–	
something	that	the	country	lacked	–	but	its	singers	were	inexperienced.	The	fault	in	
this	model	was	that	the	BNOC	could	not	achieve	artistic	excellence:	its	funding	model,	
comprising	subscriptions	and	cheap	ticket	prices,	meant	that	productions	were	of	poor	
quality.	And	this	meant	that	it	was	not	considered	good	enough	to	represent	a	nation	
with	such	high	cultural	aspirations.	
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Figure	6.3:	Five	Dilemmas,	British	National	Opera	Company	(BNOC).	
	
As	described	in	Chapter	Two,	when	Elizabeth	Courtauld	took	over	opera	at	
Covent	Garden	in	1925,	she	set	about	finding	a	new	model	for	opera,	striving	to	chart	a	
new	course	that	might	open	it	up	to	a	wider	audience.	While	opera	inevitably	
remained	expensive,	her	long	term	goal	was	to	find	ways	to	welcome	new	audiences.	
She	was	not	part	of	the	aristocracy:	her	efforts	at	transparency	of	financial	reporting	
are	one	indicator	of	her	endeavour	to	break	away	from	the	secretive	nature	of	the	
GOS	and	share	her	endeavours	with	a	wider	public.	However,	the	press	comments	
reporting	the	‘ingratitude’	of	the	public	demonstrate	that	many	remained	suspicious	of	
her	efforts.	Perhaps	this	was	because,	unlike	previous	sponsors	of	opera,	her	funding	
was	private,	coming	from	her	husband’s	company:	in	many	ways	this	represented	the	
first	example	of	corporate	funding	of	opera.	Courtauld	had	no	intention	of	promoting	
opera	in	English	as	she	was	determined	that,	under	her	instruction,	the	sole	criterion	
was	that	it	should	be	excellent	in	quality.	More	than	this,	she	expected	her	opera	to	
represent	the	nation	–	and	was	surprised	that	she	was	criticized	in	her	efforts.	Because	
she	was	cautious	financially,	she	was	not	able	to	improve	wider	accessibility	as	quickly	
as	she	had	hoped.	This	proved	the	fault	in	her	model:	she	wanted	to	maintain	
international	levels	of	excellence	and	offer	opera	for	all	–	two	aims	that	proved	
mutually	exclusive.	
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Figure	6.4:	Five	Dilemmas,	Courtauld	Opera.	
	
I	discuss	the	evolution	of	the	Imperial	League	of	Opera	(ILO)	throughout	this	
thesis:	formed	in	1927,	ultimately	it	did	not	produce	a	single	opera.	But	its	constitution	
revealed	a	determination	to	offer	opera	for	all.	Its	funding	was	democratic	in	that	it	
comprised	small	subscriptions	from	a	large	number	of	(predominantly)	middle-class	
subscribers,	with	ticket	prices	set	so	that	opera	was	affordable	for	most.	Like	the	
BNOC,	it	intended	to	produce	opera	only	in	English,	and	saw	no	reason	to	align	itself	
with	other	groups,	considering	itself	the	rightful	national	home	of	opera,	but	it	failed	
because	it	only	attracted	a	third	of	its	target	of	subscribers.	While	the	ILO	was	
welcomed	as	an	innovative	model,	my	analysis	reveals	that,	financially,	it	was	a	simple	
duplication	of	the	BNOC	model.	
	
	
Figure	6.5:	Five	Dilemmas,	Imperial	League	of	Opera	(ILO).	
	
Under	the	government	subsidy	to	opera	envisaged	by	the	eight	individuals	
described	in	Chapter	Three,	the	intention	was	to	subsidize	the	combined	efforts	of	the	
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Covent	Garden	Opera	Syndicate	(CGOS)	and	the	ILO.	The	result	would	have	been	both	
opera	for	all	and	elite	opera:	at	a	variety	of	prices	points	with	a	mixture	of	private	
(subscriber)	funding	and	state	funding.	This	would	have	been	a	shared	concern	
(although	not	one	that	incorporated	all	existing	opera	bodies)	and	perhaps	one	that	
could	have	represented	the	nation.	The	flaw	at	its	centre,	however,	was	in-fighting	
about	government	funding.	Both	groups	felt	that	they	were	the	rightful	recipients	of	
the	funding	and	both	were	anxious	to	win	that	argument	because	the	funding	would	
authenticate	the	winner	as	truly	representing	the	nation,	not	to	mention,	dominating	
the	merged	entity.	Unable	to	agree,	the	merger	did	not	proceed.	
	
		
Figure	6.6:	Five	Dilemmas,	Covent	Garden	Opera	Syndicate	(CGOS)	and	Imperial	
League	of	Opera	(ILO)	When	Merged	
	
As	discussed	in	Chapters	Three	and	Four,	after	the	initial	plan	for	the	CGOS/ILO	
merger	had	failed,	a	group	of	promoters	worked	to	create	a	larger	organization	of	
opera	interests,	meant	to	receive	government	funding	via	the	BBC	and	to	satisfy	the	
democratic	intentions	of	that	funding,	thus	solving	the	problems	previously	
highlighted.	This	umbrella	group	intended	to	offer	a	mixture	of	elite	opera	and	opera	
for	all,	which	in	effect	meant	opera	in	English	and	international	opera.	The	problem	
was	that	the	state	subsidy	was	expected,	unrealistically,	to	stretch	to	cover	all	opera	
groups.	Other	events	overtook	the	plans	of	this	group,	so	much	so	that	they	never	
worked	satisfactorily	together.	
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	Figure	6.7:	Five	Dilemmas,	National	Opera	Bodies	Merged	under	BBC	Subsidy	
Arrangements.	
	
My	final	case	study,	that	of	John	Christie	at	Glyndebourne,	is	considered	in	
Chapter	Five.	The	Glyndebourne	model	reveals	a	set	of	solutions	to	the	opera	dilemma	
that	were,	unlike	all	those	that	had	preceded	it,	self-financing	and	stable.	Christie’s	
combination	of	elite	international	opera,	privately	funded,	standing	in	isolation	and	
not	intended	to	represent	the	nation	(except	perhaps,	by	example)	comprised	a	neat,	
well	thought-out	design.	Indeed,	from	the	table	matrix	of	Christie’s	solutions,	unlike	all	
of	the	models	that	preceded	his	reveals	a	neat	alignment.		
	
	
Table	6.8:	Five	Dilemmas,	Glyndebourne.	
	
Christie’s	problem,	though,	was	that	his	model	was	not	scalable	and	therefore	
unable	to	become	a	true	‘national	treasure’.	In	this	final	chapter	I	also	consider	briefly	
the	events	leading	to	the	foundation	of	the	Arts	Council	in	1945/6.	John	Maynard	
Keynes’s	set	of	solutions,	resulting	in	the	creation	of	the	Arts	Council,	were	also	in	
	
	 226	
impressive	alignment,	albeit	diametrically	opposite	to	that	of	the	Christie	model	(see	
Table	6.9).4	The	Keynesian	model,	lauded	as	a	wonderful	solution	to	the	country’s	
cultural	dilemma,	paid	little	heed	to	the	lessons	of	any	of	my	other	aspirants.	He	was	
perhaps	guilty	of	letting	his	personal	dislike	of	Christie	cloud	his	judgement:	Kenneth	
Clarke	recollected	that	Keynes	held	a	‘ancient	implacable	hatred	for	John	Christie,	
which	Christie	returned	with	interest’.5	Keynes	certainly	appeared	to	relish	the	fact	
that	he,	and	not	Christie,	was	successful	in	his	endeavour.6	Despite	this	neat	
alignment,	his	model	was	riddled	was	problems.		
	
		
Figure	6.9:	Five	Dilemmas:	John	Maynard	Keynes’s	Vision	for	the	Arts	Council.	
	
Keynes’s	Arts	Council	
What	happened	to	Keynes	and	the	Arts	Council	is	relevant	to	my	thesis	because	it	
highlights	the	issues	and	problems	surrounding	the	various	funding	models	that	
preceded	it.	Keynes’s	vision	of	the	Arts	Council	was	much	praised	and	used	a	model	for	
many	other	national	state	endowment	schemes.7	Keynes	was	also	a	civil	servant,	a	
director	of	the	Bank	of	England	and	a	part	of	the	Bloomsbury	Group	of	intellectuals.	
																																																						
4	It	is	interesting	to	consider	that	if	the	English	National	Opera	(ENO)	model	were	put	into	this	
framework,	the	result	would	be	identical	–	but	experience	has	shown	that	the	ENO	financial	model	has	
acute	problems.	
5	Frances	Donaldson,	The	Royal	Opera	House	in	the	Twentieth	Century	(London:	Weidenfeld	and	
Nicolson,	1988),	46.	See	also	Robert	Skidelsky,	John	Maynard	Keynes:	Fighting	for	Britain,	1937-46	
(London:	Macmillan,	2000),	286-99,	esp.	297.	
6	‘What	Christie	Could	Dream	Keynes	Could	Achieve’;	Andrew	Sinclair,	Arts	and	Cultures:	History	of	the	
50	Years	of	the	Arts	Council	of	Great	Britain	(London:	Sinclair	Stevenson,	1995),	37,	45	and	59.	
7	Michael	Straight,	Nancy	Hanks:	An	Intimate	Portrait:	The	Creation	of	a	National	Commitment	to	the	
Arts	(Durham,	NC:	Duke	University	Press,	1988),	391.	
	
	 227	
When	Time	magazine	included	him	among	its	‘Most	Important	People	of	the	Century’	
in	1999,	it	suggested	that	‘his	radical	idea	that	governments	should	spend	money	they	
don't	have	may	have	saved	capitalism’.	8	The	Economist	described	Keynes	as	‘Britain’s	
most	famous	20th-century	economist’.9	He	was,	of	course,	central	to	the	formation	of	
the	Arts	Council	after	the	war:	he	died	before	it	was	incorporated	but	during	the	four	
years	of	his	involvement,	he	created	what	was	to	become	the	benchmark	for	state	
endowment	of	the	arts	(see	Illustration	6.1).10	
Central	to	my	review	of	what	happened	next,	and	a	critical	step	towards	
Keynes’s	Arts	Council,	was	the	creation	in	1940	of	the	Council	for	the	Encouragement	
of	Music	and	the	Arts	(CEMA).	CEMA	was	created	during	the	war	as	a	result	of	
anxieties	about	the	morale	of	the	nation:	it	was	initially	funded	by	private	donations	
from	the	Pilgrim	Trust,	funds	that	were	immediately	matched	by	the	government.11	
CEMA’s	aims	were	to	encourage	amateur	music	making	and	active	participation	
through	arts	education	and	also	to	widen	the	accessibility	of	music	performed	by	
professionals.	These	aims	of	wide	regional	availability	were	facilitated	by	the	setting	up	
of	community	artistic	centres;	inevitably,	initial	levels	of	funding	for	the	regions	were	
not	maintained	because	Keynes	prioritized	his	other	central	tenet,	widening	
accessibility	to	concerts	given	by	professionals.12	
Keynes’s	vision	for	the	Arts	Council	was	developed	over	his	time	at	CEMA:	he	
was	recruited	to	CEMA	in	1942	by	‘RAB’	Butler	(Elizabeth	Courtauld’s	son-in-law),	who	
was	at	that	time	president	of	the	Board	of	Trade.13	A	letter	to	Butler	from	this	time	
reveals	some	of	Keynes’s	decision-making	in	relation	to	the	dilemmas	of	state	funding	
of	the	arts:	whether	the	umbrella	group	should	own	and	manage	buildings	or	use	
facilities	owned	by	others;	whether	they	should	be	a	grant	distributing	body	or	an	
operating	body,	with	direct	involvement	in	individual	artistic	endeavours;	whether	
they	should	provide	funds	to	loss-leading	groups	or	restrict	their	activities	to	insuring	
																																																						
8	Robert	Reich,	‘The	Time	100:	John	Maynard	Keynes’,	Time,	29	March	1999.		
9	‘The	IMF	in	Britain:	Toothless	Truth	Tellers’,	Economist,	11	May	2013.	
10	Mary	Glasgow,	‘The	Concept	of	the	Arts	Council’,	in	Essays	on	John	Maynard	Keynes,	ed.	Milo	Keynes	
(Cambridge:	Cambridge	University	Press,	1975),	271.	
11	Richard	Witts,	Artist	Unknown:	An	Alternative	History	of	the	Arts	Council	(London:	Little	Brown,	1998),	
55.	
12	Chris	Bilton,	‘Towards	Cultural	Democracy:	Contradiction	and	Crisis	in	British	and	US	Cultural	Policy	
1870-1990’	(Ph.D.	Thesis,	University	of	Warwick,	1998).	
13	Skidelsky,	Keynes:	Fighting	for	Britain,	286.	
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against	losses	of	otherwise	successful	groups.14	The	fundamental	elements	of	Keynes’s	
vision	for	the	Arts	Council	were	not,	however,	entirely	his	own.	As	discussed	in	Chapter	
One,	he	had	drawn	heavily	on	the	ideology	of	other	members	of	the	Bloomsbury	
group,	especially	those	of	Roger	Fry,	who	advocated	a	limited	but	precise	support	for	
the	arts	from	the	state.	Despite	the	general	distrust	of	state	intervention	and	
bureaucracy	displayed	by	members	of	the	group,	Fry	wanted	to	find	ways	to	reform	
public	expenditure	policy	so	that	art	could	not	be	compromised	by	decisions	made	by	
those	in	charge.15	And	he	certainly	had	knowledge	of	the	efforts	of	those	considered	in	
this	thesis,	even	though,	at	no	point	did	he	reference	them.	
The	Arts	Council	was	created	on	12	June	1945:	a	press	conference	announcing	
its	creation	was	given	by	Keynes	and	Sir	John	Anderson,	then	Chancellor	of	the	
Exchequer;	‘The	Arts	Council,	Its	Policy	and	Hopes’	was	then	broadcast	on	the	BBC.16	
But	despite	critical	acclaim,	from	the	outset	there	were	indications	that	not	all	was	
well.	Keynes’s	words	indicate	his	hesitance	and	caution	about	the	endeavour:	
State	patronage	of	the	arts	has	crept	in.	It	has	happened	in	a	very	English,	
informal,	unostentatious	way	–	half	baked	if	you	like.	A	semi-independent	
body	is	provided	with	modest	funds	to	stimulate,	comfort	and	support	
any	societies	or	bodies	brought	together	on	a	private	or	local	initiative	
which	are	striving	with	serious	purpose	and	a	reasonable	prospect	of	
success	to	present	for	public	enjoyment	the	arts	of	drama,	music	and	
painting.	
	
The	use	of	the	terms	‘half-baked’,	‘modest	funds’	and	‘reasonable	prospect’	seem	
unduly	pessimistic	and	somewhat	out	of	line	with	subsequent	assessments	of	the	Arts	
																																																						
14	Keynes,	letter	to	R.A.	Butler,	Minister	of	Education,	2	March	1943,	King’s	College,	University	of	
Cambridge,	Unpublished	Writings	of	John	Maynard	Keynes,	copyright	of	the	Provost	and	Scholars	of	
King’s	College,	Cambridge,	2003.	See	also	Keynes,	The	Collected	Writings	of	John	Maynard	Keynes	Vol.	
28,	ed.	Donald	Moggridge	(London:	Macmillan	Press,	1982),	368,	and	Anna	Upchurch,	‘John	Maynard	
Keynes,	the	Bloomsbury	Group	and	the	Origins	of	the	Arts	Council	Movement’,	International	Journal	of	
Cultural	Policy,	10,	2	(2004),	203-17,	esp.	213.	
15	Fry	and	the	subject	of	‘pubic	intellectuals’	getting	involved	in	the	politics,	production	and	
consumption	of	art	for	a	‘broad	based	elite’	in	society	is	covered	more	extensively	in	Crauford	D.W.	
Goodwin,	‘The	Economics	of	Art	through	Art	Critics	Eyes’,	in	Economic	Engagements	with	Art,	eds.	Neil	
De	Marchi	and	Craufurd	D.W	Goodwin	(Durham:	Duke	University	Press,	1999)	157-84.	See	also	Roger	
Fry,	‘Art	and	The	State’,	Nation,	1924,	reprinted	in	Art	and	The	Market:	Roger	Fry	on	Commerce	in	Art	,	
Selected	Writings,	ed.	Craufurd	D.	Goodwin	(Ann	Arbor:	University	of	Michigan	Press,	1999),	194-204.	
16	The	transcript	of	the	press	conference	was	reprinted	in	the	Listener,	12	July	1945;	also	in	Appendix	A	
to	The	Arts	Council	of	Great	Britain:	1st	Annual	Report,	1945	available	at	
https://www.artscouncil.org.uk/sites/default/files/download-
file/The%20Arts%20Council%20of%20Great%20Britain%20-
%201st%20Annual%20Report%201945_0.pdf.	
	
	 229	
Council.	Despite	his	reservations,	Keynes	worked	to	set	up	a	framework	of	subsidy	
located	in	the	middle	ground	between	state	and	marketplace:	his	principle	of	‘arm’s	
length’	investment	meant	that	there	was	a	buffer	between	the	state	and	artists	and	
thus	(he	hoped)	that	investment	decisions	would	be	taken	without	political	bias.	This	
guiding	principle	was	different	from	that	employed	in	mainland	Europe,	where	there	
was	no	such	shield.	Keynes’s	plan	was	presented	in	his	distinctive	rhetoric	and	
included	several	resonant	couplets:	‘raise	and	spread’,	‘excellence	and	access’,	‘best	
for	the	most’	and	‘decentralise	and	disperse’.	These	echo	to	a	degree	with	my	five	
dilemmas	and	demonstrate	that	he	was	fully	aware	of	the	issues.	However,	they	also	
disguised	the	major	contradictions	in	his	hypothesis	and	the	unrealistic	ambition	of	his	
Arts	Council.	
Covent	Garden	was	specifically	mentioned	in	Keynes’s	manifesto:	indeed,	that	
theatre	was	immediately	given	special	precedence.	And	there	was	a	reason	for	this:	
part	of	Keynes’s	vision	was	that	ballet	should	be	accorded	a	national	presence	on	a	par	
with	opera	at	Covent	Garden.	This	was	at	least	partially	because	Keynes	had	a	special	
interest	in	ballet	(he	was	married	to	a	dancer).	Indeed,	the	gala	opening	night	at	
Covent	Garden	was	a	performance	of	ballet.	The	first	Arts	Council	sponsored	opera	at	
Covent	Garden	was	Carmen,	which,	in	a	dramatic	alteration	to	tradition,	was	staged	in	
English,	another	of	the	changes	instigated	by	Keynes	–	and	a	decision	that	drew	much	
criticism.	Martin	Cooper,	writing	in	the	Spectator,	complained	that	the	whole	
production	was	sad	and	that	the	residents	of	Seville	were	‘aggressively	English’.	He	
was	outraged	at	the	clumsy	translation,	particularly	of	the	‘Habanera’	(‘Love	resembles	
a	wilful	bird’)	and	suggested	that	‘everyone	[would]	prefer	perhaps	unintelligible	
French	to	governess	English’.17	Contemporary	commentators	were	also	sceptical	of	
Keynes’s	choice	of	an	English	Carmen	–	his	decision	raised	the	Arnoldian	philistine	
hackles	that	there	was	some	sort	of	conspiracy	at	play	whereby	politicians,	aristocrats	
and	the	haute	bourgeoisie	were	somehow	directing	the	artistic	values	of	the	nation.18	
Almost	immediately	it	was	apparent	that	Keynes’s	decision	to	produce	opera	
																																																						
17	‘This	British	“Carmen”	is	All	Wrong’,	Evening	News,	15	January	1947;	and	Martin	Cooper,	Spectator,	17	
January	1947,	76.	
18	Desmond	Shawe-Taylor,	‘The	Opera	Imbroglio’,	New	Statesman	and	Nation,	31,	778	(19	January	
1946),	44.	The	early	Arts	Council	Annual	reports	chart	the	swift	demise	of	English	opera	at	Covent	
Garden.	
	
	 230	
exclusively	in	English	was	a	mistake:	the	standard	of	translations	was	poor	and	the	
effect	on	performance	unacceptably	detrimental.19	Even	the	high	degree	of	nationalist	
fervour	generated	by	the	build-up	to	the	1951	Festival	of	Britain	was	not	sufficient	to	
change	this	perception;	Keynes’s	policy	of	opera	in	English	was	short	lived.20	
Keynes’s	cultural	policy	was	central	to	the	orthodoxy	of	the	welfare	state.	But	
the	cautious	introductory	rhetoric	in	his	broadcast	and	the	poor	reception	of	some	of	
his	central	ideals	were	early	indicators	of	problems	that	over	time	became	more	acute;	
other	aspects	of	his	initial	vision	proving	unsustainable.	He	had	intended	to	promote	
both	regionality	and	excellence,	art	for	all	as	well	as	artistic	supremacy;	but	this	proved	
impossible	in	the	long	run.21	It	was	clear	from	the	1950/51	annual	report,	only	five	
years	after	the	initial	broadcast,	that	his	aspirations	of	decentralisation	had	failed.	The	
motto	‘few,	but	roses’	triumphed	over	the	previous,	‘best	for	the	most’;	the	regional	
offices	were	closed	by	1956.	
Twentieth-Century	Cultural	Economists	
Keynes	(see	Illustration	6.1)	died	at	Easter	1946,	and	left	no	record	of	his	cultural	
ideology	other	than	that	discussed	above.	As	a	result,	government	sponsorship	of	the	
arts	was	left	without	documentary	corroboration:	although	the	Keynesian	legacy	of	
arts	policy	was	highly	valued,	there	was	almost	no	documentary	testament	to	his	
ideal.22	This	gap	was,	however,	soon	filled	by	other	economists,	if	only	because	the	
subject	of	arts	funding	posed	such	a	tantalizing	conundrum	–	an	economic	problem	
that	would	not	conform	to	economic	theory.	Even	before	the	introduction	of	state	
subsidy,	theatre	was	an	economic	oddity:	it	occupied	its	own	‘politicized	milieu’	–	so		
																																																						
19	The	policy	at	Covent	Garden	from	1946	to	1958	was	to	‘maintain’	a	repertory	of	operas	in	English	–	
but	to	present	‘occasional’	operas	in	the	original	language.	This	policy	was	criticized:	see	for	example	
Isaiah	Berlin,	Buildings:	Letters	1960-1975	(London:	Chatto	and	Windus,	2013),	210.	Donaldson	reflected	
that	it	was	not	only	that	the	policy	did	not	suit	an	international	opera	house,	but	it	also	put	off	the	best	
singers,	and	resulted	in	bad	occupancy	figures’:	see	Donaldson,	The	Royal	Opera	House,	109.	See	also	
Susan	Howson,	Lionel	Robbins	(Historical	Perceptions	on	Modern	Economics)	(Cambridge:	Cambridge	
University	Press,	2011),	944.	
20	Nathaniel	G.	Lew,	Tonic	to	the	Nation:	Making	English	Music	in	the	Festival	of	Britain	(London:	
Routledge,	2016).	The	Royal	Opera	House	website	refers	to	difficulties	in	finding	good	translations	and	
that	not	all	singers	were	prepared	to	learn	their	roles	in	English;	see	
http://www.rohcollections.org.uk/ROHHistory.aspx.	
21	Robert	Hutchison,	The	Politics	of	the	Arts	Council	(London:	Sinclair	Browne,	1982)	and	Robert	
Hewison,	Culture	and	Consensus:	England,	Art	and	Politics	Since	1940	(London:	Methuen,	1995).	
22	Moggridge,	‘Keynes,	the	Arts	and	the	State’,	History	of	Political	Economy,	37,	3	(2005),	535-55.	
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Illustration	6.1:	Portrait	of	John	Maynard	Keynes	by	Roy	de	Maistre;	
<https://www.artgallery.nsw.gov.au/collection/works/OA8.1969/>.	
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much	so	that	it	could	not	operate	under	normal	commercial	economies.23	This	sector	
of	the	economy	has	always	therefore	posed	a	challenge	to	commentators.	Earlier	
philosophers	such	as	Adam	Smith	and	John	Ruskin	had	engaged	with	the	subject.24	
Certainly	Smith’s	invisible	hand	is	apparent	in	Keynes’s	insistence	on	the	principle	of	
arm’s	length.	More	recently	some	of	the	last	century’s	most	eminent	economists	have	
chosen	to	follow	Keynes’s	example	and	occupy	themselves	with	the	subject;	the	list	
includes	such	as	Kenneth	Galbraith,	Lionel	Robbins,	Alan	Peacock	and	David	Throsby.25	
Their	work	also	serves	as	a	commentary	on	how	Keynesian	cultural	economics	has	
been	viewed	since	1946.	Opera	also	frequently	forms	an	important	part	of	the	
academic	study	of	the	economics	of	the	arts.	Early	commentators	(Robbins	and	
Peacock)	held	positions	within	the	arts	community	and	were	drawn	to	write	about	
opera	because	it	consumed	such	a	large	share	of	the	Arts	Council	budget.	Kate	Guthrie	
has	suggested	they	were	also	interested	because:	‘Covent	Garden’s	position	remains	
uncontested:	seemingly	the	paradigm	of	elite	culture,	it	offers	an	easy	example	at	the	
far	end	of	the	spectrum.’26	
Robbins’s	‘Art	and	the	State’	essay,	written	in	1963,	is	considered	by	many	to	
be	the	earliest	post-Keynsian	review	of	state	subsidy	and	encouragement	of	the	arts	in	
a	liberal	society;	his	essay	deliberates	whether	such	support	is	the	best	way	to	nurture	
excellence	in	culture.	Robbins	is	considered	to	have	laid	the	groundwork	for	the	
subsequent	monograph	by	William	Baumol	and	William	Bowen,	traditionally	
acknowledged	as	seminal	to	the	discipline	of	‘cultural	economics’,	a	term	that	only	
came	into	use	in	the	1970s.27	This	book,	written	in	1966,	posited	the	theory	(known	as	
																																																						
23	Tracy	Davis,	The	Economics	of	the	British	Stage	1800-1914	(Cambridge:	Cambridge	University	Press,	
2007),	4.	
24	Written	in	1776,	Smith’s	treatise	suggests	that	the	‘exorbitant’	rewards	of	opera	singers	were	founded	
on	two	principles:	‘the	rarity	and	beauty	of	their	talents,	and	the	discredit	of	employing	them	in	this	
manner….	There	are	some	very	agreeable	and	beautiful	talents	of	which	the	possession	commands	a	
certain	sort	of	admiration;	but	of	which	the	exercise	for	the	sake	of	gain	is	considered,	whether	from	
reason	or	prejudice,	as	a	sort	of	public	prostitution’;	quoted	in	John	Rosselli,	Singers	of	Italian	Opera:	
The	History	of	a	Profession	(Cambridge:	Cambridge	University	Press,	1995),	115.	
25	David	Throsby,	‘The	Production	and	Consumption	of	the	Arts:	A	View	of	Cultural	Economics’,	Journal	
of	Economic	Literature,	32	(March	1994),	1–29;	Ruth	Towse,	‘In	Memoriam:	Alan	Peacock:	A	Pioneer	in	
Cultural	Economics’,	Journal	of	Cultural	Economics,	39	(2005),	225-38;	and	Towse	‘Alan	Peacock	and	
Cultural	Economics’,	The	Economic	Journal,	155,	504,	(June	2005),	262-76.		
26	Kate	Guthrie,	‘Music	and	Cultural	Values	in	1940’s	Britain	(Ph.D.	Thesis,	King’s	College	London,	2014),	
125.	
27	Susan	Howson,	‘Lionel	Robbins’	“Art	and	the	State”’,	History	of	Political	Economy,	37,	3	(2005),	617-
46,	and	Lionel	Robbins,	‘Art	and	the	State’,	in	Lionel	Robbins,	Politics	and	Economics:	Papers	in	Political	
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the	Law	of	Baumol	or	Baumol’s	Cost	Disease)	that	the	cost	of	art	(for	example,	in	music	
the	performance	of	an	opera	or	a	string	quartet)	remained	the	same	over	time	while	
the	costs	of	other	commodities	would	fall.	Productivity	growth	was	inevitable	in	all	
other	areas	except	the	arts	–	so	production	costs	of	everything	except	the	arts	would	
fall.	As	a	result,	the	relative	cost	of	culture	would	increase	over	time,	thus	eventually	
rendering	it	prohibitively	expensive.	Baumol	and	Bowen	conclude	that	government	
grants	were	thus	inevitable:	their	conclusion	gives	credence	to	the	Keynsian	vision	of	
state	funding.28		
Peacock’s	pioneering	critiques	of	cultural	heritage	policy	found	fault	both	with	
Robbins	and	Baumol	and	with	Bowen:	he	decried	the	situation	whereby	more	than	half	
of	Arts	Council	money	went	to	music,	and	of	the	total	music	grant	of	£5.75m,	£1.3m	
went	to	Covent	Garden	(at	the	time	of	his	evaluation,	more	than	80%	of	the	music	
budget	went	to	London	and	was	used	as	a	means	of	lowering	ticket	prices,	something	
he	disapproved	of).29	Peacock	suggested	that	the	UK	should	consider	emulating	the	
American	model;	in	the	US	tax	regime	private	philanthropy	of	the	arts	is	encouraged	
through	tax	breaks.30	More	recently,	Ruth	Towse	has	become	the	authoritative	voice	
on	the	subject	of	arts	funding;	writing	in	2003,	Towse	noted	that	the	subsidy	to	opera	
was	five	times	more	than	the	amount	of	subsidy	per	attendance	for	other	arts	council	
supported	ventures,	while	it	was	only	attended	by	7%	of	the	population.31	But	a	review	
of	the	more	recent	articles	in	the	Journal	of	Cultural	Economics	would	suggest	that	
																																																						
Economy	(London:	Macmillan,	1963),	53-72.	William	J.	Baumol	and	William	G.	Bowen,	Performing	Arts:	
The	Economic	Dilemma	(Cambridge,	Mass.:	M.I.T.	Press,	1966).	The	Journal	of	Cultural	Economics	was	
first	published	in	1977.	
28	Baumol's	Cost	Disease:	The	Arts	and	Other	Victims,	ed.	Ruth	Towse	(Aldershot,	NH:	Edward	Elgar,	
1997).	
29	‘The	benefits	will	accrue,	via	subsidized	prices,	largely	to	the	upper	income	groups	in	the	area	with	the	
highest	per	capita	regional	income’;	Alan	Peacock,	‘Welfare	Economics	and	Public	Subsidies	to	the	Arts’,	
Journal	of	Cultural	Economics,	18,	(1994)	151-61,	esp.	158.	
30	Details	of	the	US	tax	concessions,	commonly	known	as	‘501	(c)	(3)’,	are	given	in	Making	The	Non-
Profit	Sector	in	the	United	States,	ed.	David	C.	Hammack	(Bloomington	and	Indianapolis:	Indiana	
University	Press,	1998),	440-53.	Hammack	also	includes	a	copy	of	the	1974	Filer	report,	which	was	the	
document	that	introduced	the	concession,	‘The	Filer	Commission	on	Private	Philanthropy	and	Public	
Needs’.	
31	Ruth	Towse,	A	Handbook	of	Cultural	Economics	(Aldershot,	NH:	Edward	Elgar,	2003),	342.	See	also	
Towse,	Singers	in	the	Marketplace	(Oxford:	Clarendon	Press,	1993);	Cultural	Economics:	the	Arts,	the	
Heritage	and	the	Media	Industries	(Aldershot,	NH:	Edward	Elgar,	1997);	Creativity,	Incentive,	and	
Reward:	An	Economic	Analysis	of	Copyright	and	Culture	in	the	Information	Age	(Aldershot,	NH:	Edward	
Elgar,	2001);	and	‘Quis	Custodiet?	or	Managing	the	Management:	the	Case	of	the	Royal	Opera	House,	
Covent	Garden’,	International	Journal	of	Arts	Management,	3,	3	(2001),	38–50.	
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most	contemporary	authors	are	wary	of	the	subject	of	opera,	instead	focussing	on	the	
economics	of	film/cinema	or	popular	music.	Perhaps	this	is	because	opera	has	
elusively	refused	to	conform	to	formulaic	approaches	or	perhaps	it	is	because	of	
opera’s	stubborn	links	to	elitism.	
Conclusion	
My	case	studies	significantly	add	to	the	knowledge	base	of	opera	funding:	an	area	of	
arts	funding	previously	neglected,	as	were	the	efforts	of	those	individuals	who	form	
the	basis	of	this	thesis.32	It	is	not	customary	to	criticize	someone	like	Keynes,	whose	
contribution	to	the	economic	legacy	of	the	UK	is	part	of	the	national	orthodoxy;	but	it	
is	nevertheless	the	case	that	the	Arts	Council	and	its	opera	funding	model	had	its	
foundations,	sometimes	not	to	its	betterment,	in	the	opera	models	of	the	preceding	
years.	While	my	case	studies	have	illustrated	the	relative	benefits	of	state	vs	private	
funding,	they	need	to	be	considered	in	a	wider	context:	social	reforms	in	the	first	half	
of	the	twentieth	century	in	the	field	of	welfare	economics	transformed	the	state	into	
the	economic	agent	responsible	for	the	macroeconomic	redistribution	of	wealth.	
Central	to	the	creation	of	the	welfare	state	in	the	UK	were	the	nation’s	requirements	
for	health,	education,	housing	and	unemployment	needs.	This	post-war	expansion	of	
social	security,	in	its	widest	sense,	was	fuelled	by	ambitions	for	national	reconstruction	
that	were	set	out	in	the	1942	publication	of	The	Beveridge	Report:	William	Beveridge	
had	plans	for	the	eradication	of	poverty	through	an	integrated	system	of	state	support,	
health	and	education.	Keynes	was	very	much	part	of	these	developments,	
instrumental	as	economic	advisor	in	the	redirection	of	the	welfare	state	in	general.	
But,	given	that	the	fundamental	aims	of	the	welfare	state	were	to	provide	for	the	
																																																						
32	Janet	Minihan,	for	example,	finds	no	place	for	the	efforts	of	Christie	or	of	the	various	initiatives	at	
Covent	Garden	described	in	my	earlier	chapters;	she	belittles	their	efforts	to	produce	fine	quality	opera	
because	they	relied	on	foreign	stars:	‘the	drawing	power	of	foreign	companies	mattered	far	more	to	
businessmen	than	any	responsibilities	to	national	culture’.	Minihan	also	claims	that	the	Covent	Garden	
management	offered	little	help	to	English	opera,	choosing	as	she	does	to	ignore	the	fact	that	Blois	took	
on	the	employees	of	the	BNOC	and	funded	regional	tours	in	tandem	with	the	International	Seasons	at	
Covent	Garden.	Minihan’s	description	of	post	war	opera	at	Covent	Garden	also	perpetuates	this	
somewhat	myopic	view:	‘while	foreign	companies	and	artists	were	still	invited	to	perform	at	Covent	
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under	which	the	opera	house	served	to	accommodate	brief	visits	by	prestigious	foreign	companies,	to	
the	near	total	neglect	of	native	talent,	was	at	last	thrown	over’:	Janet	Minihan,	The	Nationalization	of	
Culture:	The	Development	of	State	Subsidies	to	the	Arts	in	Great	Britain	(New	York:	New	York	University	
Press,	1977),	193	and	254.	
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urgent	needs	of	the	poor,	the	political	rationale	behind	the	inclusion	of	the	state	
subsidy	of	the	arts	within	it	seemed	inconsistent.	Indeed,	in	the	context	of	the	
immediate	aftermath	of	the	Second	World	War,	the	decision	appears	even	more	
contradictory.	However,	it	was	this	very	inclusion	of	a	government	arts	policy	within	
the	welfare	state	that	gave	Keynes’s	vision	the	level	of	sophistication	that	made	it	
something	that	other	countries	wanted	to	emulate.	Further,	seen	in	the	context	of	
other	mainland	European	countries,	where	state	funding	of	the	arts	had	been	
considered	essential	for	some	time,	it	was	a	logical	progression.	
Keynes’s	insistence	on	the	inclusion	of	a	state	subsidy	for	opera	in	the	welfare	
state	system	had	another	effect:	state	funding	served	to	propel	opera	into	the	public	
sphere	and	made	it	truly	‘national’	in	a	way	that	had	eluded	previous	attempts.	This	
was	a	welcome	outcome	but	there	was	a	detrimental	effect	as	well.	State	funding	
created	a	sense	of	anxiety:	that	being	under	the	supreme	power	of	the	state	made	it	
subject	to	more	than	just	than	market	forces.33	As	a	result,	art	was	not	considered	
entirely	free	from	government	intervention:	Smith’s	invisible	hand	had	become	tainted	
by	bureaucracy	and	politics.	Keynes’s	arm’s	length	policy	then	offered	the	prospect	of	
political	neutrality	–	but	state	subsidy	itself	served	to	cloud	the	impartiality	of	Arts	
Council.	The	history	of	this	organisation	is	dogged	by	a	succession	of	contradictions	
and	unresolved	struggles	over	the	meaning	of	culture	and	aesthetic	choices.	A	
conclusion	could	be	drawn	that	Keynes’s	vision	was	therefore	flawed;	indeed,	the	
flaws	were	perhaps	obvious	from	the	outset	because	Keynes	did	not	find	satisfactory	
answers	to	my	five	critical	questions	raised	above	–	he	used	two	opposing	cultural	
traditions,	the	Socialist	view	of	culture	that	encouraged	participation	by	all	and	the	
idealist	view	that	high	art	should	transcend	all	other	for	the	common	good.	It	could	
even	be	said	that	this	contradiction	has	plagued	arts	funding	ever	since.	Keynes	failed	
to	put	opera	on	a	firm	footing	largely	because	the	lessons	of	those	who	had	been	
running	opera	up	until	that	point	were	ignored.	His	policy	began	with	a	compromise	
with	the	establishment	and	quickly	became	increasingly	bureaucratic,	focusing	more	
on	institutions	than	on	artists,	with	policy	decided	by	reference	to	government	
priorities.	In	many	ways,	the	story	illustrates	the	national	dilemma	of	the	UK	–	do	we	
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fit	more	comfortably	with	the	USA,	where	tax	breaks	encourage	private	philanthropists	
to	fund	opera,	or	with	Europeans,	where	a	model	of	state	funding	predominates?34	
A	contemporary	review	of	modern	arts	funding	in	the	UK	would	suggest	that	
the	contradictions	at	the	heart	of	the	Keynsian	model	remain:	certainly	the	
irreconcilability	of	opera-for-all	and	opera	produced	at	the	highest	of	world	standards	
plagued	the	models	used	in	my	case	studies	and	still	cause	problems	today.	Many	
things	have	improved:	over	the	last	fifty	years,	funding	of	opera	in	London	has	
changed;	private	and	corporate	funding	have	increased;	more	recently,	lottery	funding	
has	significantly	added	to	the	amount	that	Arts	Council	England	(ACE)	can	distribute	to	
opera.35	The	latter	is	perceived	as	a	less	public	source	of	funds	and	has	been	
successfully	used	for	less	popular	causes.	But	recent	efforts	by	the	Arts	Council	to	
address	the	fundamental	Keynsian	conflicts	have	had	mixed	success:	the	current	ten-
year	goals	try	to	span	the	problem	of	offering	art	for	all	at	an	excellent	standard,	those	
seemingly	irreconcilable	elements	of	any	state	funding.36	In	2013,	Peter	Bazalgette,	the	
Chairman	of	ACE	until	2016,	spelt	out	his	ten-year	vision	in	terms	of	five	objectives:	
excellence	is	thriving	and	celebrated	in	the	arts,	museums	and	libraries;	everyone	has	
the	opportunity	to	experience	and	to	be	inspired	by	the	arts,	museums	and	libraries;	
the	arts,	museums	and	libraries	are	resilient	and	environmentally	sustainable;	the	
leadership	and	workforce	in	the	arts,	museums	and	libraries	are	diverse	and	
appropriately	skilled;	every	child	and	young	person	has	the	opportunity	to	experience	
the	richness	of	the	arts,	museums	and	libraries.	But	Bazalgette	was	clear	that	the	most	
fundamental	of	these	were	the	joint	goals	of	excellence	and	wide	participation,	the	
very	same	issues	facing	opera	between	the	wars.	Similarly,	at	Covent	Garden,	the	
mission	statement	has	seven	strategic	priorities:	repertory,	programmes,	relationships,	
involvement,	culture,	people	and	legacy.	These	too	are	edited	down	to	a	simpler	set	of	
three	objects:	excellence,	theatricality	and	curiosity.	Both	examples	demonstrate	the	
conflict	at	the	heart	of	the	mission.	
																																																						
34	Oliver	Bennett,	‘Cultural	Policy	in	the	United	Kingdom:	Collapsing	Rationales	and	the	End	of	a	
Tradition’,	International	Journal	of	Cultural	Policy,	1,	2	(1995),	199-216.	
35	31%	box	office,	18%	ACE,	plus	1%	capital,	29%	fundraising	and	20%	commercial	and	other	income.	
36	Peter	Bazalgette,	‘Arts	Council:	Great	Art	and	Culture	for	Everyone	2013:	Ten	Year	Prospectus’.	
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My	thesis	also	serves	to	tell	a	tale	of	female	empowerment	through	
philanthropy:	Elizabeth	Courtauld,	Ethel	Snowden	and	Emerald	Cunard	were	all	
motivated	to	support	opera,	and	each	generated	novel	approaches.	Courtauld’s	
philanthropy	was	pioneering	in	that	she	created	a	new	space	in	society,	establishing	
her	own	identity	as	a	contributor	to	civil	society	while	also	redefining	the	scope	of	
female	involvement.	Her	contribution	was,	of	course,	an	early	example	of	the	
commercial	sponsorship	of	opera,	something	only	considered	appropriate	much	later	
in	the	century.37	The	fact	that	Courtauld	published	her	comments	in	Vogue	is	indicative	
of	the	audience	she	was	addressing:	female	and	upper	middle	class.38	Snowden	also	
forged	her	own	route	towards	support	for	opera,	one	based	on	her	socialist	idealism:	
her	roles	at	CGOS	and	the	BBC,	and	her	series	of	talks	accompanying	opera	tours,	
define	her	as	significant	in	the	development	of	government	policy	on	arts	funding.	
Cunard’s	efforts	were	less	pioneering:	she	employed	an	old-school	‘salon	style’	to	
lobby	for	support	from	the	cultural	elite;	but	her	efforts	were	worthy	and	she	found	
funding	for	all	of	Beecham’s	interwar	opera	ventures.	
Since	the	formation	of	the	Arts	Council,	subsidies	to	the	arts	have	remained	
problematic,	particularly	subsidies	to	opera,	which	historically	have	consumed	the	
largest	portion	of	the	Arts	Council’s	funds.	State	funding	of	opera	in	the	UK	is	well	
established	but	remains	controversial:	it	comes	under	frequent	scrutiny	because	opera	
is	often	not	considered	relevant	to	modern	cultural	democracy.	The	analysis	of	my	five	
central	dilemmas	could	be	reduced	into	a	much	simpler	set	of	questions:	is	it	necessary	
for	opera	to	represent	the	nation	culturally?	If	the	answer	to	this	question	is	in	the	
affirmative,	then	the	corollary	is	that	national	opera	has	to	be	of	the	finest	standard.	
And	herein	lies	the	irreconcilable	problem:	how	can	world	class	opera	be	made	
available	to	all	within	the	limitations	of	state	funding?	My	thesis,	focussing	as	it	does	
on	how	opera	represented	the	nation	in	terms	of	cultural	pride,	has	proved	that,	at	
least	during	the	period	under	review,	the	level	of	demand	for	opera	at	the	highest	
levels	of	artistic	excellence	remained	strong.	Despite	its	archaic	roots	and	apparent	
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lack	of	relevance	to	modern	life,	it	continued	to	be	capable	of	boosting	national	
confidence.39	The	problem,	then	as	now,	was	that	the	strength	of	that	demand	
remained	unstable.	Perhaps	this	is	simply	because,	in	the	UK,	English	operas	are	not	as	
central	to	our	heritage	as	in	national	opera	in	many	other	European	countries.	Without	
similar	widely	held	views	and	acceptance	of	opera	as	significant	in	national	cultural	
representation,	state	funding	will	always	be	controversial	and	a	matter	of	continued	
debate.	
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